Nicholas Hawksmoor, as his son-in-law Nathaniel Blackerby wrote in 1736, was "perfectly skill'd in the History of Architecture," or as Christine Stevenson has put it, he was obviously serious about his own book learning. And if in recent years architects like Denys Lasdun and Robert Venturi have been able to redirect attention to him by celebrating the power and complexity of his architecture, historians have chosen to set his work either more fully in the political context of its moment or within a tradition of design that stretches back over the whole history of architecture. To find an order for this material is not easy. The book is structured in two parts-Hawksmoor's Studies, comprising the first four chapters, followed by The Tower, the Temple, and the Tomb, six chapters devoted to Hawksmoor's buildings-framed by an introduction and conclusion. Each chapter is defined by a quotation, some taken from the obituary written by Blackerby, others from John Vanbrugh or from the minutes of the Church Commissioners, and, finally, from Hawksmoor himself who, in speaking about the plans for Greenwich and Westminster, coined the interesting if ambiguous description of London as "the Great Emporium." There is a great deal here, and even though he makes no claim for comprehensiveness, Hart is able to cover all Hawksmoor's projects, those built, those left on the drawing board, and those destroyed. In the conclusion, capped by Hawksmoor's phrase "Good Fancy," the author attempts to offer a synopsis of his work and the place he occupied amid the architectural debates of the day, which were fueled by political changes within England, theories of French philosophersHawksmoor owned a copy of a work by Rend Descartes that he listed as Opera Philosophyca-and all that Wren and Lord Burlington had said about the duty of their architecture to be English, or as Wren put it, to establish a Nation. It is in this context and in reference to the subject of the book's subtitle that Hart speaks most generally of Hawksmoor's use of history and the ancient wonders that, as they did for Wren, supplied in a new age of reason a scheme of principles to work with and designs at once useful, beautiful, and structurally sound.
Still The concept of Cistercian Europe is as ambiguous as the carved, hybrid monsters famously criticized by Abbot Bernard of Clairvaux (1090-1153). Early texts written by Cistercians, among them Bernard's celebrated Apologia from the early 1120s, advocated unity, humility, and modesty as the cornerstones of Cistercian monasticism. The "statutes" of the General Chapter prohibited sculpture, painting-except for painted crucifixes-and gold in Cistercian monasteries. The surviving buildings and objects, mainly dating to the second half of the twelfth and later centuries, often reflected these textual affirmations, but at the same time they were frequently created at great expense and stylistically integrated into their regional and period context. This apparent tension between text and object has often been explained as an increasing weakening of the early ideal.
Terryl Kinder sees her book Cistercian Europe: Architecture of Contemplation as "an introduction to a way of life" (13) as it is reflected in Cistercian architecture, and offers at the same time a new understanding of what defines this archi-
